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Carl Engel. 2 00

In the sub-title “ WaltzSong,” the essential feature of this delicate
dance of womlTprites is aplly characterized. By a device mas erful
in its simplicity, the four-times repeated introductory bass-pulse on
the dominant Jin the accompaniment, a feeling of^^“Pebc‘aDC{J
subtly vet naturally awakened, and is kept on tiptoe by the refusal
of the bass to touch the key-note till the very beginning of the
waltz-rhythm of the actual dance. The sprightly melodious setting
of the text is in every way charmingly ettective.
BUCK, DUDLEY. Five Songs for Mezzo-Soprano:
Jf|
No. 1. In June.
40
No. 2. Love’s Remorse.
No. 8. Alone.•,.
,n
No. 4. Spring’s Awakening..
7X
No. 5. Crossing the Bar....;.
4n
— The same, transposed for Alto, each.
Within a narrow compass, these five songs have a-wide
scoiie1 their changing moods are marked by the delicate yet
powerful ^ouebesf the dignity of sentiment ^kTS
sentimentality, that are characteristic of Mr. Bucks best
work.
DE K4WEN, REGINALD. Ask What Thou Wilt. Sop.
E fiat, Mezzo Sop. D, Alto C, each............-.— Love’s Ecstasy. Sop. G, Mezzo-Sop. E flat, each ..
— Norman Cradle Song. Sop. F, Mezzo-Sop. E flat, each .....
— Where Ripples Flow. Barcarolle. Sop. G, Mezzo-Sop. h,

oO
40
^

— Only*in Dreams (Hendrick), from fte C^mie Opera, “The
Knickerbocker,” Ten. F, Mezzo-Sop. E flat, Bar. D flat,

for sale by

THEO. PRESSER,
1708 Chestnut St.,
Philadelphia.

— Spinning Song (Katrina), from “The Knickerbockers.”
Sop. G, Mezzo-Sop. F, each.
The well-spring of graceful and pleasing m®’od5>u°f '
author of •• Robin Hood,” “The Knickerbockers and The Fencing
Mflster ” is the fortunate possessor, flows on through these new
songs in unabated freshness, happily wedded to the melodmus^verse
of their text; they should prove aB genuinely popular as any of their
predecessors.
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the new Hungarian writer, Henry Berdny, songs by
Bohm, Lassen, Meyer-Helmund, Ries, and the latest
successful song, “The Life of Love is but a Day,” by
Karl Komz&k. New piano teaching pieces and concert
pieces by Bereny, Briill, Dick, Pink, Reinecke, Sartorio,
and Wolff, and selections from the new Strauss opera,
“ Princess Ninetta.”
MUSIC SENT ON SELECTION.

HALLET & DAVIS’

It originated with us, and we brought it to perfection.
Don’t confuse it with the cheap imitations
that flood the market. Send for
Price and Catalogue.

LAWRENCE ORGAN MFG. CO.,
320 South Tenth St.,

PIANOS.

-

Easton, Pa.

JUST ISSUED.

School of Four-Hand Playing,
VOLUME III.

More than 200 Pianos Sold to Schools
and Colleges In 1891.

CORRESPONDENCE SOLICITED.

COMPILED BY THEO. PRESSER.
PRICE $1.00.
Contents.—Reinecke, Christmas Eve; I^achner, Marche
Celebre; Loeschliorn, Dance Hongroise; Schubert, Op. 78,
Menuet; Baumfelder, Minstrel Song; Chopin, Funeral
March; Schnbert, Marche Heroique.

MELODIOUS ADD EASY STUDIES
BOSTOF,

-

MASS.

FOR

PIANO AND REED ORGAN.
BY CHAS. W. LANDON.
PRICE SI.OO.
Perhaps the most popular set of Easy Studies ever issued.

Chase Bros. Pianos.

CATALOGUES FREE.

323 TO 333 SO. CANAL STREET.

Method for the Piano.
BY

CHAS. W. LANDON.

Tie Hoi fir Eustace and Dirally.
MANUFACTURED IN ALL STYLES OF

PRICE $1.50.

GRANDS and UPRIGHTS

This work is especially designed to meet the
want of the popular student with mediocre ability.
It contains all the ideas of recent pianoforte play¬
ing. The author is a well-known practical teacher,
and author of a similar work for the Reed Organ,
which is now generally used for instruction on that
instrument. It will be well for every teacher to
examine this new work, which will be ready in a
short time.

CHASE BROS. PIANO CO.,

THEODORE PRESSER, Publisher,
PHILADELPHIA.

Factories : urana napias ana Muskegon, Michigan.
Send for Illustrated Catalogue.
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13 EAST SIXTEENTH STREET,

The Leading Conservatory of America.

TEACHERS’ FAVORITES.

In addition to its unequaled musical advantages,

A List of Standard Educational Works.

exceptional opportunities are also provided for the
study of Elocution, the Fine Arts, ami
Modern

Foundation Studies in Pianoforte Playing.

Languages.

The

T

admirably

equipped Home affords a safe and inviting resi¬

By Stephen A. Emery. The very best method yet published for
use with beginners, and especially adapted for
children. Price 81.50, net.

dence for lady students.

Calendn r Free.

FRANK W. HALE, Gen’l Manager,
Head and Hands.

Franklin Square, Boston, Mass,

By Stephen A. Emery. Fundamental Technique for the Piano¬
forte. An introduction to Tausig’s Daily Studies.
Price 81.60, net.

Preparatory Exercises in Pianoforte Playing.
By Carl Faelten.

24 Short Melodious Studies for the Piunoforte.
By A. D. Turner.

Op. 30.

WEBER MUSIC HALL,
Cor. Wabash Avenue and Jaokson Street, CHICAGO.

Price, Pt. 1, $1.50; Pt. 2, $1.25.

30 Easy and Melodious Studies for the Pianoforte.
By Henry Maylath.

AMERICAN CONSERVATORY OF MUSIC,

Price 75 cts., net.

Op. 163. In two books.
book.

Price $1.25 each

100 Original Daily Exercises for the Pianoforte.
By Edmund Neupert.

Op. 57.

All branches of Music, Elocution, and Delsarte.

Normal School

P

P

P

for Teachers.
Unsurpassed advantages at moderate rates.

P
CONSERVATORY OPEN ALL SUMMER.

Price 75 cts.
Fall Term begins September 7th.

13 Easy Octave Studies (in the Major Keys) for the
Pianoforte.
By A. D. Turner.

Op. 20.

Boarding at moderate prices.
Catalogue mailed free on application.

Price 90 cts.

JOHN J. HATTSTAEDT,
Etude Albnm for the Pianoforte.

Director.

A collection of Etudes for the Pianoforte, selected and arranged In
progressive order. By Arthur Foote. Price $1.00, net.

Special Studies in Presto Seales for Pianoforte.
By Stephen A. Emery.

Op. 20.

Price $1.25.

13 Etudes for the Development of Technic and Style.
By E. A. MacDowell.

Op. 39.

Method of Pianoforte Technique.
By Charles Buttschardt, with additions by Arthur Foote.
Price 81.00, net.

Two Pianoforte Pedal Studies.
By Arthur Foote.

For the proper use of the Damper Pedal.
Price 35 cts.

The Art of Phrasing.
30 Vocalises by C. Gloggner-Castelli. Edited by G. Federlein.
Book I, price $1.50. Soprano or Tenor, Contralto,
Baritone, or Bass.
Book II, price 82.50. Soprano or Tenor, Contralto.

Progressive Vocal Studies for Medium Voice.
By Alfred Arthur.

Price 75 cts., net.

Etude Album for the Organ.
A collection of Etudes for the Organ. Selected and arranged in
progressive order, with Registration, Pedaling, and Fin¬
gering carefully indicated. By Everett E
Truette. Price $1.50, net.

Etude Album for the Violin.

A

collection of Etudes for the Violin. Selected and arranged in
progressive order by Charles N. Allen.
Price $1.25, net.

Dictionary of Musical Terms and Elements of Music.
By Edwin M. Lott and O. B. Brown.

Price 50 cts., net.

Primer of Musical Forms.
By W. S. B. Mathews. A Systematic View of the Typical Forms
of Modern Music. Price 80 cts., net.
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Elements of Harmony.
By Stephen A. Emery. A Clear and Concise Method of Teaching
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Supplementary Exercises, Chants, and Chorals to
Elements of Harmony.
By Stephen A. Emery.
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have their children obey implicitly what the teacher
q
his instruction. If the teacher is irregular in lesson tells them, whether it agrees with the parent’s or child’s u
giving, his pupils will attain no success. The teacher ideas or not.
m
a
who lacks tact and a practical common sense will not.
The ignorant fault-finding which parents do is most
make performers of his pupils, no matter what are his discouraging to children, who think, and rightly, that m
p
qualifications in the way of musical talent and education. whatever father and mother say is law, and it is ex¬ ti
A pleasing address, and a gentlemanly or ladylike bear¬ tremely aggravating to instructors, who know that it is “
in
ing, are as necessary as is musical talent and education. unjust and is doing great harm.
co
In fact, without these attainable qualities, talent and
I have had a child come to a lesson with a nice little vo
education are next to useless.
piece, which I have been working for weeks to bring to le
Where the pupil is to blame, there is a lack in some the point of perfection, and say, “ Mamma would not
essential point in which they are generally wholly them¬ let me practice this any more ; she is sick and tired of an
selves at fault. The pupil who is always going to do so it.” All my expostulations can never revive interest in w
be
well, but brings to his teacher more excuses than results, the piece again, and the mother is much astonished
is clearly at fault. This class of pupils are always when the time comes for a recital that her daughter has w
promising to do so well, but never accomplish anything. nothing to play, after all the lessons she has taken.
tio
They are not always lazy, but generally lack methodical
Another comes with, “ Mother would not let me prac¬ va
habits of study. These pupils should be held to regular tice those last exercises ; she says they are nothing but
O
hours of practice, but this can be done in private teach¬
drumming ; there is no sense to them.” Of course, you un
ing only by the help of parents.
have a perfect right to feel dissatisfied at times. There ni
st
The pupil who “would do good work if he could take
are many things in the practice of music which must th
of some more popular and better teacher,” or “if he
look strange and even silly to the uninitiated, but my re¬ fo
could go to a music school, he would practice hard
quest to you is: Do not make complaints of the teacher
eight hours a day,” is a common specimen. Some
in the presence of the child, but go to the teacher him¬ pr
fu
change in conditions would make matters all right with self.
fo
them, they seem to think. The trouble with this class
He will be glad, if he be sensible, to know wherein
of pupils is with themselves, not with their conditions.
you are dissatisfied. You may give him hints from your be
Place them in new surroundings, at a music school, and
practical common sense which will be of value to him, to
th
they soon drop into their old ways and are as worthless
and he will probably be able to explain his work to you
th
as ever. The pupil that does not do good work in one
in such a manner that your doubts will be forever set at w
place, or under a given condition, will do no better if
rest. If not, give him up at once and select another co
placed in other conditions. The fault is in the pupil,
teacher whom you can trust, and teach your child to
not in environment. A reforming of self, not a change
pi
trust him.
pi
of place, is what must be accomplished if ever good
results are attained.
fo
Another common class of unproductive pupils are
ANIMALS AND MUSIC.
th
those who put no real study into their work. They,
ha
The Spectator gives an account of certain experiments
perhaps, do the allotted amount of practice, but it is
de
more of a repetition of useless and careless mistakes made to determine the sensibility of animals to music.
In each experiment the violin would first be played, at B
than of accurate playing. The thoughts of these pupils
first low and soft, then gradually louder and louder. zk
simply drift to anything and everything that happens to The sharp, high-toned piccolo would then follow, and co
attract their attention. To secure satisfactory results then the flute. The effect was often startling. The tiger, va
iar
from this class of pupils is not so difficult as to “reform” for instance, listened intently and with evident pleasure
to the violin, but when the piccolo began was filled with
those of the class just mentioned above. The teacher
the wildest rage, rushed up and down the cage or bounded mg
should give these pupils pieces and Etudes that will across it, reared on its hind lees, shook its head and ears, of
require close attention for getting the time correct. The and lashed its tail from side to side. The flute, however, th
accent exercises, scales, and arpeggios of the Mason calmed it at once, and, coming to the bars of the cage, va
it listened intently to it. The monkeys, who were ad¬ re
Technic will be particularly corrective. Playing scales
mitted to the concert, were affected in the same way as wh
in contrary, mixed, sixths, thirds, tenths, and canons, the tiger, but were not so violent in the expression of sc
parallel and contrary motions, requires close applica¬ their emotions. The music of the violin was often so ar
tion, and thus is as helpful as corrective. In the practice agreeable to them that they would drop their food and
listen very attentively, while the piccolo almost invari¬ me
of dtudes and pieces set them at producing effects that
ably aroused their anger. The elephant preferred the ter
require close listening and critical work, such as clear flute, and was enraged at the sound of the piccolo, as as
Blur playing, staccato, legato, different kinds and power was also the ostrich. _ The wild asses and zebras left ste
of touch, to make given effects ; fingering in a uniform their food when the violin began to play and ran over Ce
to hear it. The piccolo, however, soon sent them back gra
manner, as written in the text, hand position, and what¬ agai n.—Exchange.
qu
ever else is necessary, putting all in a form that will
demand a careful and close attention.
ow
M
There is a numerous class who never have time to
Good practice and good playing is good musical think¬ ov
practice, the trouble being that anything that pre¬ ing. The pupil from his first lesson must be taught to
ow
sents itself takes their attention, provided it is interest¬ play with his brains. His fingers are nothing but the Dr
ing. Stories, novels, social calls and calling, sports,
tools with which he manipulates the keys, they are but oth
for
home duties, all take precedence to practice. The best
slaves to his brain. He must get as perfect an ideal of co
way of correcting this class of pupils is to talk the case
each part of the lesson as is possible and then make his utt
over with the parents and with them arrange to have
fingers give as perfect a rendition.
The Brain is to are
practice done at stated hours. And if for any cause
A
sit on a throne like an Oriental monarch, with Thought
gre
practice is omitted one day, it must be made up the next.
for a right-hand supporter, and Will for his left-hand tra
This latter part of the arrangement has great strength,
supporter, and rule the Fingers with the strictness of a ov
because to do a day’s practice and then to add to this
tyrant, he allowing Musical Consciousness to be the me
the lost practice of the past makes an over-full day of it, king of kings.
pia

sey

another for the next day. I should say that your present work was
about fifth grade, verging into the sixth. As for Bach, you had
better begin with his “Lighter Pieces ” (published by Presser), and
afterward take up the “Well-tempered Clavichord,*' Vol. I. Use the
Breilkopfaud Haertef“ Yolksausgabe,” and begin with No. 16, then
Nos. 1, 2, and 21. Of Paderewski’s pieces, try the Scherzino, Op. 10,
No. 3, The Legende and the Melody, Op. 16, Nos. 1 and 2, and the
well-known Minuet, Op. 14, if you do not yet know it. MoszkowBki’s Op. 36 offers a very considerable variety and contrast of styles
and contents, and all of them are worth study. Of his waltzes, try
the Op. 17, No. 3, Op. 32, No. 3, and the Grande Yalse Brillante in
A flat, published by Schirmer. “ Op.” is an abbreviation of “ Opus,”
a Latin word meaning “work.” Op. 1 means the first published
work of a composer, and so on.
A. F. N.—1. The Tonic Sol-fa system is for learning to read vocal
music. It has great and marked advantages over the common staff
notation for vocalists, especially in singing choir and chorus music.
Address Bigelow & Main, 76 East Ninth Street, New York city, who
will send you circulars fully setting forth the claims of the system.
2. The words “ Elevation, Verset, Graduel, Sortie,” etc., found in
French and other organ works, refer to certain parts of the Catholic
services. The pieces so named are suitable for playing during that
part of the service.
3. On the pipe orgau, use stops that are in unison with the voice
for accompaniment of singers, except when a voice flats; then add
a stop that gives a tone an octave higher than the voice. This sub¬
ject is treated practically and exhaustively by the great musician,
Dudley Buck, in his famous work, “Organ Accompaniment.” This
work should be studied by every organ student.
H. F. E.—You will find exactly what you want for beginners in
Landon’s “Pianoforte Method.” Its first lessons completely cover
the ground that all beginners must go over. Its author has always
delighted in teaching beginners, and also, as a teacher of teachers,
he found a common want among them regarding the best manner
of giving the first lessons, hence this work covers this ground com¬
pletely. The selections in this book are easily graded, and universal
testimony says that pupils become at once interested in their work,
and never find the “dragging period,” that time when the pupil can¬
not play well enough to play good music, and cannot read well
enough to produce music. This method obviates the usual difficulty
of this period in the pupil’s course.
Mrs. M. L. A., Smith’s Basin, N. Y.—1. You are right. The first
period of the adagio of Beethoven’s Sonata, Op. 2, No. 1, is divided
into two clauses of four measures each. The first of these clauses is
subdivided into two phrases; the second has no clausal division.
2. There are usually only two subjects in a sonata piece; that is,
two important subjects. Sometimes the intermediate or transition
groups have ideas hardly less important than the two principal ones.
When this occurs, it is always in sonatas laid out on a very broad
plan. Frequently, in smaller sonatas, the intermediate groups are
omitted entirely. The smaller the sonata, the fewer the ideas and
groups. This answers also your question about the sonatina. The
general plan of the sonata-form is always subject to more or less
modification. The best way to study form is to study the works
themselves, not depending too much on the schemes laid down in
text-books.
3. The third of a triad ought not to be omitted, as a rule; but it
is sometimes, and the cases you cite are not objectionable.
4. The term “chauging-note ’ is very objectionable, as being
wholly meaningless. It is an unsuccessful attempt to translate the
German word “ Wechsel-note,” which means a melodic tone put in
for the sake of variety. I can best answer your question by stating
this general principle: All tones either do or do not belong to the
chord which occurs at the point where they are; if they do, they are
“harmonies;” if they do not,they are “bye-tones.’’ No harmonic
tone is ever a “changing-note,” which is simply a bye-tone not used
to fill up a gap between two harmonic tones. Bye-tones used to fill
up such gaps are called “ passing-notes.”
N. R. C., Rockwell, Iowa.—1. I know of no great musical com¬
poser or artist who did not begin the study of music before the age
of twelve.
2. Repeated notes in a legato melody, unless they are to be played
rapidly, are best played with the “ up-arm,” and the same is true of
repeated chords and octaves in left-hand accompaniments.
3. The rate of speed differs more or less in waltz and march
movements. If no metronome mark is given, choose a rate of speed
such as would be convenient for marching or dancing, and you will
not be likely to go far astray.
j q F

A. P.—When you hang the pocket metronome to a string from
the ceiling, you increase its length by the amount of free string
used ; this, of course, makes it swing very slowly, and when you
shorten the tape to the ring, it still swings slowly, if still hanging
from its string. To be of any use the metronome must be swung
from the ring in end of tape, with the ring for the moving point.

Mathews* “How to Understand Music,’* “Musical History Course,’*
frequent musicales, etc.
C. W. L.
S. A. P.—When a pupil shows a disposition to oppose all that is
told her, or to insist on some other way, the better course is to
fall in with her idea, saying, “I would do so-and-so, but if you
want to do it some other way there is no objection, so long as
there is no desire or expectancy of improvement. However, the
patient usually takes the doctor's prescription, and not the doctor the
patient’s.” The pupil cannot oppose when there is nothing to
oppose. The best way to have your own way is sometimes to give
the pupil her way; for instance, when the pupil greatly desires
harder music, I sometimes give her harder music, and that with
emphasis. When the pupil finds that she can do nothiDg whatever
with it, she is afterward inclined to take and study what is given
her.
I. W., Benton Harbor, Mich.—A man singing bass sings the
music as written, not an octave higher.
B. M. H., Norwalk, 0.—1. An accidental in one clef does not
affect any note in the other clef. 2. The dates of J. S. Bach’s birth
and death are 1635-1750.
Mrs. F. M. H. F., Hannibal, Mo.—L’istesso tempo (in the same
tempo) ought to mean, in the case you mention, that an eighth note
in the f time has the same length as an eighth note in the §
time. It would have been better if the composer had maiked his
pieces for the metronome. As he has not, you can only play them as
you feel the rate of speed ought to be.

S. W. V.—Yes, all reed organs will give an after flutter of tone
when the fingers are lifted off of and above the keys too suddenly. In
leaving the keys lift the hand or fingers as suddenly as possible, but
do not let them leave the keys entirely; let them remain on the
keys lightly, yet not entirely off of them. This will do two things—
firstly, prevent the two or more fluttering tones caused by the key
rebounding, because it was liberated so quickly that its spring made
it fly up beyond its level and drop back hard enough to make a bit
of tone. Secondly, by letting the key up as quickly as possible it
shuts off the tone without its flatting, but in this quick shutting
off the fingers must not entirely leave the keys, as above explained.
To see the force of this, put in all but one stop, and find an octave
on the keys that are in good tune; then let one key part way np
very slowly, and you will hear it beat out of tune. So when keys
are let up slowly and uniformly in the same chord, the keys speak
somewhat out of tune, and of course, this is not pleasant. The
above will furnish a hint as to how touch Is applied to good reed
organ playing.
,
C. W L.
^• Yes, and no. The accent effect can be given on the
reed organ in two ways. By holding the accented note a very little
too long, and by holding it its full time while the remainder of the
notes in that measure are somewhat staccato. The “S/”can be made
easily. At the instant of passing the fingers from the chord which is
being played soft to the keys of the new chord, suddenly open the
swell and press down both blow pedals, doing all of this at the
small instant of silence between the two chords.

W. A. F.—The distinctive difference in the reed organ touch as
compared with that on the piano, is, that the reed organ requires a
more critical listening—in fact, depends largely on careful listening—
for its effects are very much modified by the strength of blowing,
whether playing single notes or chords, medium power or full
power. On the piano, touch is largely a matter of feeling. The
same Is true to a smallerdegree in the reed organ, but critical listen¬
ing is especially necessary. Butgood listening demands a cultivated
taste. One must know a good touch from a bad one.
C. W L
C. E. L.—1. dementi’s sonatinas may do as studies for the reed
organ. However, it will be necessary to omit those movements that
are not in the reed organ style, and those parts that run too high for
the organ keyboard. The pupil that is using these sonatinas should
also have good pieces,-pieces that are plainly melodious, pieces that
are of interest to him. The Harmonium Albums of the Peters
Edition are good, and so are the pieces issued in sheet music form
by Mr. Presser.
2. The first three pages of exercises in Vol. I of “.Touch and
Technic ’’ are valuable on the organ, practiced both with and without
blowing.
3. It is not well to mark the fingering too fully. The hard places
need to be fingered, and the places for passing the thumb under and
for passing the fingers over the thumb. For beginners, the finger
that plays next to the thumb should also be marked when the thumb
passes under the hand, and the thumb when the fingers pass over
the thumb.
C W L
8. B.—A definition of the word “classical,” as applied to music, is
hard to make. Perhaps a definition that will satisfy a young pupil
the best is a piece of music that has been in general use many years,

of
fou
atte

W

the
ma
hav
to
ran
ove
pie
em
som
am

ner
de
eas
I
the
saf
cia
pie
I
thi
We
ma
too
I
acq
ag
wit
the
be
ity
F
“ M
sug
of
me
of
me
the
ma
dra
ove
all
step
ot
gtv
tic
I
to d
acc

and
nec
1
ing

A

r.

R
exa

In
In t
rect
men
f m
ful
ther
quir
., “
them
befo

in themselves, and one must have confidence to
become a successful performer on any instrument.
If the parents understand music, so much the better, for
they will at least know when • the child is practicing
right or wrong. Parents often bring about in their
children a feeling of dislike for practicing, at the very
start, by seeming too anxious to have them practice.
Children do not like to be driven ; and I think that a
great deal better results may be sometimes secured by a
little coaxing. It is time to tell them they must practice
after one finds that they will not practice without being
told. Children who practice of their own free will are
certainly more apt to become successful players than
those who have to be told to practice. Most children,
when they begin the study of music, have a desire to
learn to play, but if they do not care to learn it is a
waste of time and money to give them lessons. Sup¬
posing, however, that they love music and wish to learn,
it only remains for the parents and teacher to give them
the proper encouragement, and success will be assured.
Some teachers do not give their pupils as much en¬
couragement as they ought for fear those pupils will
become conceited. Of course, pupils who are naturally
a little conceited do not require as much encouragement
as the more timid ones. However, a little conceit is
not a bad thing sometimes (especially for the pianist), for
it does away with timidity, and it is a well-known fact
that timidity and successful piano playing do not go well
together.

SHOULD A MUSIC TEACHER BE AN ORGAN¬
IST AS WELL AS A PIANIST?
BY ALBERT W.

BORST.

All knowledge being additional power gained, the
reply to the above question would, to a general observer,
be altogether in the affirmative. The pianist—especially
such an one as intends to be a specialist—may, however,
look at the matter from this light: Can I get a better re¬
turn by spending part of my time and money in studying
the organ? Let us look into some of the special advan¬
tages offered to an organist. If the advantages prove to
be so many as to be a fair offset to this expenditure, and
assuming that the study of this instrument be not detri¬
mental in any way to progress on the other instrument,
then the answer is self-evident.

1. By reason of the sustaining tones of the organ, we
are better able to acquire a strict legato touch. As it is
now admitted by all first-class teachers that the singing
tone on the piano is that which is most difficult to learn,
our first point seems a strong one.
2. 1' or the same cause as just named, students are
taught accuracy, especially with regard to the duration of
note values in the polyphonic style.
, 3‘ An onanist is generally a more cosmopolitan musi¬
cian than he who is merely a pianist: many branches of
the musical art which are part of his calling are seldom
offered to the latter. For example, he has constant prac¬
tice in accompanying both solo and chorus voices. He
has to undertake the drilling of said voices. He is fre¬
quently called upon to exercise the gifts of extemporiza¬
tion and transposition.
4. The organ affords a great variety of tone-coloring
second only to that of the orchestra.
•5. The music written for the instrument, being chiefly
of a broad, dignified, and massive character, the study of
such acts as a check on the taste of so many pianists who

thoughts of artists; so that we expect a higher revelation to
of beauty than were otherwise possible.”
m
7. To the country teacher, the part of organist is gen¬ str
erally the main stepping-stone for his upward path. He th
ica
has opportunities for being heard both on the piano and
organ, and so getting a teaching connection which the
pianist might easily envy.
Audi alteram partem. One of the standard objections
against studying the two instruments together is, that
the firm touch of the one is antagonistic to the light
touch requisite for the other. In olden times, when
digital force was necessary to make the keys of the
church “ kist o’ whistles” consent to utter a tone,
there was undoubtedly some justification for this ob¬
jection. But the weight of finger-pressure in our im¬
proved modern instruments assimilates so exactly with
that of the piano that the old argument must be ruled
out of court. In evidence of this, we find artists, from
Mendelssohn to C. Saint-Saens, equally at home on both
instruments.
To many, the additional expense is an item for
serious consideration. It is often possible for a teacher
to make some concession when he finds a willing pupil
who candidly states his difficulties. At least some
portion of the time might be taken from that meted out
for the piano instruction, equally as a comparatively
short period suffices for a good pianist to have a work¬
ing knowledge of the organ. And it cannot be too
wffiely known that a good grounding of the piano must
precede all instruction on the latter instrument. On
the principle that “it is only by knowing other things
that we know any one thing,” as well as that it proves
financially a sound investment, we advocate that the
pianist should, sooner or later, make friends with the
organ.
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WEALTH AND POVERTY OF MUSICIANS-

W
Probably Nero, the Emperor of Rome, was the richest

musician that ever lived, but it may be contended that
he did not make his wealth in the musical profession
Yet this is only partially true, for many of his courtiers
were glad to curry favor with him by flattering his
musical vanity and paying him enormous sums for his
professional services, and he is said once to have re
ceived a sum equivalent to $30,000 for one nieht’s
the bluIherV1Ce8’ Wh'0h PUtS the PriCe Paid t0 a Pa‘li ‘o
Among the real composers of the old school we seek
m vain for a wealthy man. Palestrina lived and died
poor, although not in extreme poverty. Di Lasso came
the nearest to being a rich man, because of the constant
friendship of the Duke of Bavaria. Handel lost a for¬
tune in trying to establish Italian opera in London but
subsequently regained more than this amount bv the
great success of his oratorios. His friend Mattheson
was wealthy, but made his fortune rather in diplomatic
service than m music. Beethoven died at least well out
of the reach of poverty, spite of the fact that he reDresented himse f as very poor to those who came to him
in his last illness. After his death there were several
bank certificates and bonds found hidden away in odd
corners of his chamber. Bach was poor throughout his
career, a fact to which his very large family may have
contributed. At his death, to the everlasting disgrace
of Leipsic, his wife was allowed to go to the poor-house
where she died. Mozart died so poor that he was buried
"l a c°iim°n grave in the Vienna cemetery and all
trace of his body has been lost, although there is a
certain doctor in Germany who claims to possess his
skull. Schubert was probably the poorest of all the
great masters, and some of his songs were sold for the
munificent sum of twenty cents 1 At his decease °t was
difficult to raise enough money (by the sale of his few
effects) to bury him
Wagner is a representative of the
two extremes, wealth and poverty. In Paris at one
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l. Funeral procession, 2.

4. Round with solo voices. Write me your opinion?
To the advantage of the pieces these superscriptions, which find their
bed state of mind of the Composer rather than.tn his tones, have been omi
can supply the Nocturnal Pieces, so rich in moods and deeply felt, with

- —rr*- —

»

Trf\

—-1 'J #*

— —4- tgrz'rTJ
y

p

—
—t*i

_ — , a.—! r#—*-

^

*

*

r
5,
2L-1—\ 1

'\f

j'lh?

VJ

y

V

\

u-1

-f*.f
p

V S

__^
t"r' ■
.* ■
**

9

„

fT n ^—

•J
C'~Q

—y*
___ -** ^----

M

a/This initial number of the 9et, poised between the keys of A minor

and

like character its prevailing moods being heavy
grief and sacred consol
consists of two elements, a melodic phrase of three notes in eighths and
chords of a subtle shifting character and possessing a melodic outline. Stu
nce to the solo phrase and deliver the chords with the most undulating
hazards sufficient variety to prevent solemnity from degenerating into m

b Change the pedal at each new chord, hence in the first seven measur
the purpose being to secure that extra resonance and freedom of tone
ings of the piano are permitted to vibrate.
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C The oneness 6f the rhythm will drop easily into dullness unless the p
judgment, should enliven with emotional shading in both voices, the pri
slightly changed in character and canonically treated.
d The motive
sy;—-Jshould here and in both voices in the su
marked.
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(A) The

pedal here will make the connection between the notes on the

(B) The echo-like effect caused by repeating the first four measures so

(C) It

is necessary that the right hand should be legato. The thumb must

to A and not be lifted. The fifth finger must go under four withou
Copyright 1893 by Then Presxer.

be made to yield even a moderate subsistence.
While this assertion is in the main based upon facts,
I should like, in justice to the few who are exceptions
to the rule, and to the many who might like to become
so, to qualify it somewhat and to make a few suggestions
from the standpoint of some years’ experience in the
concert field, which may be of interest to the aspirant
for success as a public performer.
It is alas true that the unalloyed interest in piano
playing as such is lamentably meager among the mass
of American citizens at the present time. It has always
been one of the great unanswerable conundrums to me
that, considering the thousands in every city and town
who buy pianos and spend time, strength, and money
freely trying to learn to play them ever so little, there
should be so very few who really care to hear them
played, even by the best professional artists. This may
be accounted for by the fact that vanity is a much
stronger element in humanity than the love of art; so
that where there are twenty who enjoy the personal im¬
portance and social distinction of being heard and com¬
plimented as performers, there is scarcely one who
derives any satisfaction from merely listening. But just
why there should be any importance or distinction
attached to doing something which nobody wants done,
is beyond my power of guessing. Still, the fact remains;
and it seems to point to an instinctive, half-reluctant
admission on the part of the very persons most bored by
music, that it is or ought to be something highly enjoy¬

whether he will develop the best that is in him, and
struggle to equal the best that is in others, for the sake
of his ideals, knowing that he must necessarily thus
appeal to but a small quota of his fellow-creatures. It
is impossible, by one and the same course, to win both
the respect of the elite and the applause of the bourgeois
of the race. One or the other must be dispensed with.
The musician’s choice is free and deliberate. If he
choose the better part, he knows what to expect, and
has no right to complain when his expectations are
realized.
This view of the question, while it soothes the legiti¬
mate self-esteem of the concert pianist, is, however, not
sufficient to satisfy the demands of his creditors, or the
needs of his family. The number of those who value
his services justly and derive full benefit from them, that
is to say, the number of those who love music for its
own sake, though steadily increasing as general culture
advances, is still so small that the mere announcement
of a piano recital, no matter how good the performer, or
how interesting the program, will hardly sell tickets
enough in the average town to pay the hall rent. Other
elements must be invoked, besides pure musical interest,
to secure anything like financial success, or anything
like the general attention and semblance of general
popularity necessary to give to the affair the proper im¬
portance in the eyes of the public, and so reach the very
class who are most in need of it.
These collateral factors which must be recognized and
utilized as accessories in concert management, are of
many kinds and varying degrees of respectability. The
general desire of the philanthropic few to improve the
many, and share with them their higher culture and
advantages, inciting them to use their personal influence
to increase the attendance; the efforts of earnest teachers
to interest their pupils in the better class of music and
to stimulate them to more finished work ; the desire of
musical clubs to secure special opportunities for their
members, and of schools to afford their students the best
educational advantages and artistic models, partly for
the benefit of the students and partly for the credit of
the school; these are some of the better class of
motives serving as willing allies to the real love of
music. Then in second rank come mere curiosity, the
desire to see a celebrity, or the vanity of being able to
say one has seen him—which, by the way, is only to be
counted on for one appearance—the mere habit of imita¬
tion also is a strong factor, the feeling that one must do
as others do, the dread of being left out of what is con¬
sidered the thing ; and not least, perhaps, is the restless
desire to be going somewhere and be entertained. Not
to be ignored either is the eagerly grasped pretext of a
place to take one’s best girl to, for the sake of the walk
home afterward, for which purpose a piano recital will
serve in a strait in towns where opportunities are scanty,
in default of some stronger attraction in the shape of a
circus, minstrel troupe, or dog show.
All these complex elements, and many more which I
have not space to enumerate, are always unitedly active
in bringing together that great, curious conglomeration,
that hydra-headed entity, an audience ; and the influence
of each of them is represented as a delegation of greater
or less numerical force.

able.
But a doubtful pleasure, only half recognized as such,
is not and probably never will be a commodity which,
meeting a universal need, can command in open market
its own unvarying price. Pianists must to some extent
create the demand as well as furnish the supply.
There is however in every community a small minority
of the best, the most refined and intelligent people, who
are always interested in and in sympathy with all forms
of art effort. It is they who read the best books, attend
the best lectures and dramas, who display, so far as
their :eans permit, real discrimination in the choice of
pictures ; and it is to them and to them alone that the
musician must look for genuine appreciation and en¬
couragement of his work. His real public is necessarily
“ small and select.”
By the way, how pathetically familiar that couplet of
adjectives becomes to the young concert pianist who is
foolish enough to read the criticisms of his own concerts ;
but there is comfort in the thought that it is a public
worthy of his steel. Its appreciation is his legitimate
reward, its opinion his criterion for self-criticism. It is
a narrow and limited sphere of effort and influence, if
you will, but a lofty one, to serve the highest needs of
the best, most perfectly developed of one’s species.
Can there be a nobler, prouder vocation, in this life
where all must serve their kind in some capacity?
After all, when candidly considered, what reason or
justice is there in a musician’s feeling of pique or chagrin
at the limited size of his audiences? If to secure as
public performer the attention and applause of the
largest possible Dumber of people at any cost, is one’s
ambition, it is within the power of almost every man to
attain it. Few indeed are the persons who have not
some talent, some faculty, or at worst some physical or
mental peculiarity, which, if persistently developed
It cannot be denied that certain aspects of this truth
with one-half the effort necessary to entitle them to are decidedly humiliating to the pianist, and must be
rank as peers of the great musicians, will enable them forgotten or ignored when on the stage, or woe to artistic
to pose before their kind as clown, as wrestler, as low enthusiasm ; but each must be carefully considered and
comedian, as member of a minstral troup, as prodigy or calculated upon from a business standpoint. The pro¬
as curiosity, and thus to attract, astonish or amuse the fessional pianist, to succeed as a public performer, must
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studios, we cannot expect our pupils to carry any enthu¬
siasm and earnestness out of them.
If we go to our work in a listless, half-hearted way,
we must expect our pupils to work in a listless, half¬
hearted manner.
The pupils are very few who do not soon show the
spirit of the teacher. True, there are some who come
with the intention of doing earnest, honest, conscien¬
tious work, and to them greater or less success comes
according as they have ability, whether the teacher does
his part or not. But the majority of our pupils are those
who need to be enthused and interested, and awakened
to the fact that they have entered upon a study most in¬
spiring, most elevating, most ennobling.
When once they are led to realize this, it is with new
zeal that they begin the patient practising of study and
scale and sonata and song; it is with an earnest desire
for knowledge, that they begin the study of chords both
major and minor, triad and seventh ; it is with almost a
reverence for those men whose lives were devoted to
music and whose works still follow them that they re¬
ceive inspiration to better work, to higher attainments
in the world of music.
Should we not as teachers seek to instill these desires
in the hearts of our pupils who come to us for instruc¬
tion?
Let us resolve at the very beginning of the school
year to do better work than we have ever done. Let us
be conscientious in all our teaching, not slighting any of
our work in any particular. Let us remember, too, that
our pupils have souls to save as well as fingers to train ;
and may we each one feel the responsibility resting upon
us in our position as teachers, of living true, pure,
Christian lives, whose influence will be for good upon
the lives of our pupils.

when bad faults are eradicated and good habits estab¬
lished, the restriction as to playing music other than
that assigned by the teacher may be withdrawn, provi¬
ded the regular practice hours are not encroached upon.
The success of a teacher depends largely upon keep¬
ing the pupil interested. Tact and knowledge of human
nature are necessary for this. Encourage the young
pupil by occasionally giving short, melodious pieces. A
musical piece is not necessarily a mechanical combina¬
tion of chords and scales. Give the child something
tuneful, something that appeals to his musical sense,
limited though it be, taking care meanwhile that your
selections are orthodox in form and construction, in or¬
der that the musical taste of your pupil may not be im¬
paired. Technique, as related to touch, thanks to Dr.
Wm. Mason, is now vastly simplified. I verily believe
that more can be accomplished in three months by the
use of Mason’s touch exercises than was possible before in
a year’s use of pre-existing methods. Plaidy is good, even
necessary, although dry, but Mason’s exercises are in¬
dispensable. Dose your pupils freely with them from the
start, devoting say ten minutes to them at each lesson.
Show your interest in your pupils by meeting your lesson
engagements promptly. Irregularity in this particular
will beget a corresponding indifference on the part of
the pupil and result disastrously to your reputation and
influence.
Finally: Magnify your profession. It is an honor¬
able one and worthy of your best endeavors. Live
worthily of your calling, and the public will show its
appreciation by giving you its moral support, and you
will find that you are not without influence in the world.

DISADVANTAGES OF THE PRAOTIOE OF
ETUDES.
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A WORD TO YOUNG TEACHERS.
BY EDWIN MOORE.

I propose to offer a few suggestions to young teachers,
those just entering upon their career.
First, I take it
for granted that you have chosen this particular profes¬
sion because of your adaptability to it; second, that
you have not chosen it as a mere pastime or temporary
expedient while waiting for something better to turn up,
but that you feel that you “ have a call ’ ’ to labor in this
particular field, and have consecrated yourself to the
work, with the laudable desire to refine and elevate the
musical taste of the community in which your lot may be
cast. Supposing that your conscience is clear on these
points, I proceed.
One of the first principles necessary to inculcate in your
pupils is faithful, conscientious application. Progress
depends largely,—I had almost said wholly,—upon regu¬
lar, persistent practice. The teacher may be competent
and faithful, but if the pupil is remiss in this particular
there will be but little return for the outlay of money, time,
and patience. And it is just here that the parent may
be of great service to the teacher, for practice without
intelligent supervision may be detrimental rather than
beneficial. Rudimentary exercise being often dry and
uninteresting to an immature mind, the necessity for
diligent, conscientious, faithful use of the time assigned
to this purpose is liable to be overlooked, and unless
parental authority intervenes, the pupil is apt to content
himself or herself with a listless thrumming of the keyB,
without giving a thought to the object for which the
practice hour is intended. For this very reason fre¬

(Read before the N. Y. S. M. T. A. at Rochester.)

I should like to caution teachers against giving their
pupils an overdose ot fitudes. I even go so far as to
maintain that we would all be better off if Messrs.
Czerny, Cramer, Koehler, Bertini & Co. had written
only the one-hundreth part of the btudes with which they
have seen fit to flood the musical world.
A superindulgence in fitudes of this sort retards the
progress of the pupil instead of furthering it. Most of
the so-called standard fitudes are dry and uninteresting,
and you all know from experience that the majority of
pupils practise them reluctantly.
What, then, you may ask, is the pupil to study to
become proficient in execution?
To which I reply:
Finger exercises and pieces.
Under pieces I include
the standard piano literature, ancient and modern, con¬
sisting of sonatas, concertos, fantasie pieces (operatic
and otherwise), variations, paraphrases, impromptus,
caprices, nocturnes, and every description of dance form.
Wnere this valuable material is judiciously selected and
properly practised, the technical fitude will be super¬
fluous ; where the practising is not done properly, no
amount of etudes will help you.
It is to deplored that so many conservatories and
music schools compel their pupils to wade through
volume after volume ot etudes without discrimination ;
that, no matter what the pupils’ proclivities may be, they
are all made to run the same dreary gauntlet from Czerny
to Cramer. It is as though a doctor were to give the
same medicine to every patient, no matter what the
complaint might be ; and a conscientious music teacher
should certainly not put himself upon a line with such a
quack.
He should be to his pupils what the able physician is
to his patient. He should treat his pupil according to
his wants and short-comings. He should select pieces
that will strengthen the fingers, loosen the wrist, tone
down a harsh touch, increase the digital velocity, improve
the phrasing—in Bhort, pieces that will prove an unfail¬
ing remedy at all stages of advancement.
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Those who have not yet introduced our works will find
it to their advantage to give them a trial. We shall
gladly give any one the opportunity to examine them.
Our aim is to have at least one book on every branch of
musical education, and we aim to make that one the
standard. Our policy is not to publish promiscuously.
We never accept anything unless it possesses unusual
merit. We know not of a single study, book, or piece
in our catalogue that we might call poor; everything has
been carefully selected, edited, and the best workman¬
ship in the way of engraving, printing, and binding has
been employed. Our line of works contains everything
necessary for the musical education, especially that por¬
tion relating to the pianoforte.
Some of our works have had a great influence on the
whole system of pianoforte teaching. Particularly is this
true of Mason’s “Touch and Technic,” which has quite
superseded the old system of Plaidy. Mathews' “Graded
Course of Studies ” is found to be more pleasing than
any set by any other one composer, because it contains
the best of all composers, and the whole being very
carefully graded. Landon’s works for beginners on the
pianoforte as well as organ have proven eminently sat¬
isfactory. Our miscellaneous volumes of pianoforte
pieces are used extensively throughout the country.
They all have a tendency to lead the pupil in a pleasing
manner to the higher walks in music. We shall be very
glad to send catalogues to any one who wishes them.

The three new works which have been in course of
preparation during the summer months are not yet
ready for delivery. We will therefore continue the
special offer during September. We hoped to deliver
the books by the first of September, but owing to num¬
erous delays by printer, proof-reader, and author, the
works are not yet, at this writing, out of the printer’s
hands. We are positive, however, that they will all be
delivered during the present month. However,the special
offer will be in force until October 1st. Our offer has
been repeated several times—25 cents each for the three
new works, postpaid. Of course, this scarcely covers
the expense of paper and printing, but for the sake of
introducing them and giving teachers an opportunity to
secure our new works at a nominal price, we make these
special offers on new works of special importance.
A full description of Landon’s “Writing Book” is
given in another part of Publisher’s Notes.
We have concluded to add a biography and portrait
of Heller to the new volume of his studies.
The “Pedal of the Piano,” by Hans Schmitt, will be
a great addition to piano literature. It will be the only
work in the English language on the pedal and is con¬
sidered the authority on everything relating to it. It
makes extremely interesting reading for the piano
student, and is copiously illustrated and carefully trans¬
lated by F. S. Law.
To those of our readers who have not yet subscribed
in advance for these books we would say that they still
have an opportunity to do so.
We advise all our
teachers to send in 76 cents for the set.
*

*

*

*

*

At this time of the year we might repeat the impor¬
tance of heading every communication sent us with the
State wherein the writer resides. We have more annoy¬
ance from this one source than our correspondents can
imagine. Every mail brings us letters minus the State
address, and we cannot understand why person livings in
towns like Columbus, Brownsville, Harrison, Paterson,

from three to four hundred letters daily, and it is im¬
possible to keep track of this great mass of correspon¬
dence, therefore it is advisable to make each letter com¬
plete in itself, repeating when back correspondence has
been referred to.
Do not forget to give the opus and number in order¬
ing music. In ordering our own music it is only
necessary to give the number from our catalogue, as
this saves a great deal of writing. If you have no cata¬
logue with our publications in numerical order we shall
be glad to send you one.
We are constantly requested to send the cheap class¬
ical editions on sale, like Litolff, Peters, etc. This we
cannot do, as they are very easily damaged in transpor¬
tation.
It is well enough for teachers to mention what Ex¬
press Company passes to their town, as it often happens
that a transfer from one company to another makes
extra charges, which we try to avoid whenever we can.
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Every teacher when giving lessons wonders how a
pupil could study music as long as that pupil has, and
still be ignorant of the commonest elements of notation.
How he can make mistakes on things that had been told,
explained, illustrated, and talked about over and over
ever since giving the first lesson. It is an acknowledged
fact that pupils are never sure of a truth until they have
worked it over for themselves. Upon this as a basis,
“The Writing Book for Music Students,” by Mr.
Charles W. Landon, is made. Everything that can be
written is presented in a way that will make it the men¬
tal property of the pupil who works out the examples.
Every phase of notation is exhaustively treated, and
that in an interesting way. The notes on added lines
above and below both staves, double sharps and flats
with the way of canceling them, transposition of melo¬
dies written in the treble staff are to be written on the
bass staff. Given notes are to be written two octaves
higher or lower and on a different staff. Every possible
length and combination of note-lengths of notes and
rests are given as exercises in time writing. No pupil
doing the work laid out in this book will afterward find
a difficulty in notation. Each exercise has clear ex¬
planations in letter press. . The book is attractively
gotten up, and is far in advance of any similar work on
the market. It is for beginners, and all other pupils
who need to perfect their knowledge of notation, time,
letters, etc.
*

*
*
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The “Melodious Studies for the Reed Organ and Piano,”
by Mr. Landon, are meeting with universal success, and
are in daily use by many of the best teachers. These
studies give full directions for acquiring the reed organ
touch, for effective phrasing and expression, and for
teaching the pupil to play with spirit, freedom, and
brilliancy.
*
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If you want all our new music as soon as issued, send
in your name and full address on a postal card, and your
name will be placed on our list. Teachers not already
dealing with us will please give references. Only about
one piece in fifteen to thirty that we issue finds a place
in The Etude. By this method you will have quanti¬
ties of the best and newest music for teaching. The
unused music is to be returned at the end of the teach¬
ing year, in July, and accounts then settled.
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of Musical Terms.
FREE ADVANTAGES.
Classes in Harmony, Symphony; Vocal Ensemble and Instru¬
mental Ensemble Classes; String Quartette and Orchestra Classes.
Concerts given by the professors and pupils of the Academy in our
own Hall. Lectures on Acoustics and other musical topics.
The Concert Hall contains a very effective Church Organ, built by
Hook & Hastings, of Boston.
Janko keyboard taught.
For illustrated catalogues, apply to

3600 TERMS

DEFINED.

fo

A new and greatly enlarged edition of the Pocket se
Dictionary has recently been issued, which contains up¬
ward of 2600 definitions, covering about all that is
required by musical students and teachers. It should
be in the possession of every person who studies music. 17
PRICE 36

RICHARD ZECKWER, Director.

CENTS.

THEODORE PRESSER,

Address

1708 Chestnut St., Philad’a, Pa.

“A. NOBLE -AJB/T,”
BY FANNY MORRIS SMITE.

GROVES’ DICTIONARY
OF

PRICE #1.00.
A book which will possess a peculiar interest for all lovers of
mu8ic? being a collection of the lectures on the evolution and con¬
struction of the piano.
These lectures are a careful study of the science of piano-making,
—a practical study, made not alone in libraries, but in piano-factories
and work-shops. They present a most picturesque and graphic de¬
scription of the triumph of the piano-makers’ art. The information
they contain is procurable in no other form, for many of the “se¬
crets of the trade” have been for the first time surrendered for the
use of this author. The lectures excited unusual interest upon their
delivery, and Miss Smith was obliged to repeat them before a num¬
ber of other audiences.
“A Noble Art” makes a volume of 160 pages, illustrated with
more than sixty engravings. It is issued in dainty form, printed on
fine paper, the leaves uncut and with broad margins, the cover of
Japanese paper printed in dull red.

MUSIC AND MUSICIANS.
The only Complete Encyclopaedia of Music in
the English Language.
Bound in handsome Brown Cloth, Gilt Tops. Put up in boxes and
sold only in complete sets. This new edition includes the Index.

Price for 5 Volumes, (including Index,) $18.50.
Price for Index,
....
$2.50.
Address

THEODORE PRESSER,

1708 CHESTNUT ST., PHILA.

For sale by

THEO. PRESSER,
1708 Chestnut Street, Philadelphia.

THE MUSIC LIFE,
AND

STUDIES IN PHRASING.
VOL. II.

HOW TO SUCCEED IN IT.

By W. S. B. MATHEWS.

BY THOMAS TAPPER.

PRICE $1.50, NET.

A collection of a higher grade of Piano Compositions.
Also containing an extensive treatise on expression,
which is as practical as it is valuable. The principles
iven in the treatise are exemplified in a series of the
nest compositions of the greatest composers, including
selections from Bach, Schubert, Mendelssohn, Schu¬
mann, Chopin, and Rubinstein.

MENDELSSOHN.
Critically Revised by Calvin B. Cady,
With Portrait and Biographical Sketch by
Theodore Presser.

PRICE 75 CENTS.
This edition is beautifully printed on good
paper.

It is annotated, and newly phrased and

fingered.

The critical notes will be found es¬

PRICE

.

$1.50.

This work is a companion volume to
“Chats with Music Students” by the
same author. Numerous phases of art
and art life are talked about in a thor¬
oughly practical way. It points out the
way of success to teachers and students in
art life. Mr. Tapper’s informal and
thoroughly pertinent manner of writing
has a real value in it, that will make this
companion volume indispensable to every
musician.
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6,000 SOLD. 30

SELECTED STUDIES.

Si

BY STEPHEN HELLER.
Selected from Opus 45, 46, and 47.

PRICE $1.50.
Revised by Albert Ross Parsons, Calvin B. Cady,

sic
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Arthur Foote, Edward Baxter Perry, John S. Van
me
There are Cleve, Wilson G. Smith, and Charles W. Landon.
Te
These
etudes
are
carefully
fingered
and
phrased,
nineteen of the songs, printed on 56 pages.
pecially practical and valuable.

metronome marks given, use of pedal made clear and
The selections were by the advice and co-opera¬ concise, and each one is described, named, and anno¬ use
T
tion of many leading musicians of this country. tated, the remarks containing valuable hints and sugges¬

Address the Publisher,

THEODORE PRESSER,
1708 Chestnut Street,

-

tions as to touch, style, and methods of study. This is
con
the finest edition of these valuable dtudes ever published.
vo
Address Publisher,
car

THEODORE PRESSER,

Philadelphia, Pa. 1708 Chestnut Street,

-

Philadelphia, Pa.
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MADAME A. PUPIN

org

WILL ACCEPT ENGAGEMENTS FOR RECITALS ON THE

NEW JANKO KEYBOARD.
Permanent Address, 84 Broad Streetf Elizabeth, N. *7,
Madame Pupin gives her Recitals with a brief Lecture on the Ad¬
vantages and Possibilities of the New Keyboard. Special terms to
schools and conservatories in Pennsylvania and Ohio the next two
months.

WM. COURTNEY,
THE WELL-KNOWN

NEW

26c

YORK VOCAL TEACHER,

WILL HAVE CHARGE OF THE

VOCAL, DEPARTMENT

SUMMER
MUSIC

EMINENT ARTISTS
IN ALL BRANCHES.

of

the

| | CJ |

Send for

NORTHWESTERN IVI U Ok I
Summer Catalogue.
CONSERVATORY of MUSIC, Commencing OALIAAI
Minneapolis, minn.

June 26th.

^7 XS ll

Observations of a Musician. HUGH A. CLARKE, Mus. Doc.,
By LOUIS LOMBARD.

333 South 38th Street,

Price 80 Cents, bound in Cloth.

PHILADELPHIA.

S

B. ■

Pu
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A neat and valuable book of special value to musical students, but
anybody can peruse it with entertainment and profit. Though a
first-class artist, Louis Lombard is that rarity among artists, a prac¬
tical man, and his advice and every-day philosophy are full of sug¬
gestion and merit. He has been an extensive traveler, and some
chapters communicate the results of his observations abroad. Mr.
Lombard is thoroughly imbued with American ideas, which he
happily applies in his efforts to cultivate his art among the growing
generation. His little volume is a gem.—Rochester (N. Y.) Herald.

LESSONS BY
ORGAN OPENINGS, Etc.

MR. ALBERT W. BORST
Teacher of the

ORGAN - AND - PIANOFORTE
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3602 Hamilton St., Philadelphia, Pa.

THEO. PRESSER, Publisher,
1708 CHESTNUT STREET,
PHILADELPHIA, PA.

H

No Charge for Organ practice.
Full arrangements made for
students studying for the profession.

EDWARD BAXTER PERRY,

Concert Pianist and Lecturer,

Lecture Recitals at Colleges and Conservatories a Specialty,

A COMPLETE
MUSICAL
EDUCATION

Address, 178 Tremont St., Boston, Mass,
Mr. Perry makes an Annual Western and Southern Tour, from Sept.
10th to the holidays. Special Terms to parties on his direct
route desiring recitals at that time.

HARRY CLYDE BROOKS,

Can only be acquired at an institution

TENOR AND INSTRUCTOR

where EVERY facility is afforded for

In Voice Culture and Artistic Singing, according to Italian
Methods.

Careful, Conscientious, and Thorough
Study.

...

.

THE BROAD ST.

Studio, 8 Euolid Ave.,

-

CLEVELAND, OHIO.

Mr. Brooks is a pupil of Sig. Antonio Sangiovanni, Milan, Italy.

JAMES M.

TRACY,

LEIPSIC AND WEIMAR, 1869-62

PIANIST,TEACHER, AND WRITER.

CONSERVATORY,

-TERMS:860.00 for twenty one-hour lessons. $30.00 for twenty half-hour lessons.
ADDRESS :

37 Fort Avenue, or Chickering’s, 162 Tremont St., BOSTON.

1331 South Broad Street, Philadelphia,

IS SUCH A SCHOOL
It employs a Faculty of 30 Eminent Teachers.

MR. PERLEE V. JERVIS,
TEACHER OF PIANOFOKTE
MASON’S “TOUCH AND TECHNIC.”

It grants greater FREE advantages than any other.

Studio 8t Carnegie Music Hall, t Tuesday
Hew York/
J
and Friday.

It gives FREE SCHOLARSHIPS to deserving pupils.

141 Montague St.,

Wednesday,

It has accommodations for 1500 students.
It utilizes all the good modern systems and appliances for the rapid
progress of pupils.

A New and Original Publication.

MALE TEACHERS EXCLUSIVELY EMPLOYED,

EIGHT FUGUES,

AND THEY, THE BEST.

By JOHANN SEBASTIAN BACH,
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With Analytical Expositions in COLORS and Ap¬

EVERY BRANCH OF MUSIC TAUGHT,
From

the very beginning to the Highest Artistic Perfection.

The Only Conservatory in America Having a Com¬
plete Pupils’ Symphony Orchestra.

pended Harmonious Schemes

By BERNARDUS BOEKELMAN.
A highly approved edition and endorsed by the following prominent artists:—
G. W. Chadwick, E. A. McDowell, A. M. Duvernoy, Arthur Foote,

nA
U
WA
of
and
Es

Niels W. Gade, Fr. Gernsheim. Alex. Guiimant, August Horn, Walter
McFarren, A. C. Mackenzie, William Mason, H. W. Nicholl, Carl

Air-Write for Illustrated Catalogue, giving full particulars, terms, etc.
NINTH SEASON OPENED SEPTEMBER 4, 1892.

Reinecke, Dr. Hugo Riemann, Moritz Rosenthal, Samuel P. Warren,
Arthur Friedheim, Fanny Bloomfield-Zeisler, etc.
Copies for sale by

GILBERT R. COMBS, Director,
1331 South Broad St., Philadelphia, Pa.

THEODORE PRESSER,
1708 Chestnut Street,

-

Philadelphia.
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Chanty, M.ss.onanes, and Schools

MASON & HAMLIN 1)RGAN

Headquarters, .54 and ,55 Trem.nt
New York Branch, 158 Fifth Avenue.

PHILADELPHIA REPRESENTATIVES, GO

